






The Symbolists Movement in Literature）に関する試訳と解題および注釈を施すこ
とをその内容とし，定本にはロンドンのWilliam Heinemannから出された初版を選
んでいる。出版は1899年と記してあるが実際には翌年3月に出ることとなった初版に
つづいて，1908年にロンドンのArchibald Constable ＆ Co. Ltd.から第二版が一部改

























の研究』Studies in Prose and Verse のなかで述べられているが，執筆の年がそれぞ
れ文末に1899，1901，1902，1893年と記されている。またフローベール，ボードレ
ール，ゴンクール兄弟，クラデルに関しては1916年出版の『数世紀の人物たち』
Figures of Several Centuries で述べられている。「翻訳」にはマラルメやヴェルレー
ヌなどの訳詩が数篇載せてある。そして1924年には『アーサー・シモンズ全集』
The Collected Works of Arthur Symons （全九巻）が刊行されるが，その第八巻『両
国の文学研究』Studies in Two Literatures， の第二部「印象と覚書−フランスの











The Symbolist Movement in Literature
BY ARTHUR SYMONS
TO W. B. YEATS
May I dedicate you this book on the Symbolist movement in literature, 
both as an expression of a deep personal friendship and because you, more 
than any one else, will sympathise with what I say in it, being yourself the 
chief representative of that movement in our country? France is the country 
of movements, and it is naturally in France that I have studied the 
development of a principle which is spreading throughout other countries, 
perhaps not less effectually, if with less definite outlines. Your own Irish 
literary movement is one of its expressions; your own poetry and A. E.’s 
poetry belong to it in the most intimate sense. In Germany it seems to be 
permeating the whole of literature, its spirit is that which is deepest in 
Ibsen, it has absorbed the one new force in Italy, Gabriele d’Annunzio. I 
am told of a group of Symbolists in Russian literature, there is another in 
Dutch literature, in Portugal it has a little school of its own under Eugenio 
de Castro; I even saw some faint strivings that way in Spain, and the aged 
Spanish poet Campoamor has always fought on behalf of a “transcen-
dental” art in which we should recognise much of what is most essential in 
the doctrine of Symbolism. How often have you and I discussed all these 
questions, rarely arguing about them, for we rarely had an essential 
difference of opinion, but bringing them more and more clearly into light, 
turning our instincts into logic, digging until we reached the bases of our 
convictions. And all the while we were working as well as thinking out a 
philosophy of art; you, at all events, creating beautiful things, as beautiful, 
it seems to me, as anything that is being done in our time.
And we talked of other things besides art, and there are other 
sympathies, besides purely artistic ones, between us. I speak often in this 
book of Mysticism, and that I, of all people, should venture to speak, not 
quite as an outsider, of such things, will probably be a surprise to many. It 
will be no surprise to you, for you have seen me gradually finding my way, 
uncertainly but inevitably, in that direction which has always been to you 
your natural direction. Still, as I am, so meshed about with the variable and 
too clinging appearances of things, so weak before the delightfulness of 
earthly circumstance, I hesitate sometimes in saying what I have in my 
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mind, lest I should seem to be saying more than I have any personal right 
to say. But what, after all, is one’s personal right? How insignificant a 
matter to any one but oneself, a matter how deliberately to be disregarded 
in that surely impersonal utterance which comes to one in one’s most 
intimate thinking about beauty and truth and the deeper issues of things!
It is almost worth writing a book to have one perfectly sympathetic 
reader, who will understand everything that one has said, and more than 
one has said, who will think one’s own thought whenever one has said 
exactly the right thing, who will complete what is imperfect in reading it, 
and be too generous to think that it is imperfect. I feel that I shall have that 
reader in you; so here is my book in token of that assurance.
ARTHUR SYMONS.
LONDON, June 1899.
I N T R O D U C T I O N
“It is in and through Symbols there man, consciously or unconsciously, 
lives, works, and has his being: those ages, moreover, are accounted the noblest 
which can the best recognise symbolical worth, and prize it highest.”
CARLYLE.
WITHOUT symbolism there can be no literature; indeed, not even 
language. What are words themselves but symbols, almost as arbitrary as 
the letters which compose them, mere sounds of the voice to which we 
have agreed to give certain significations, as we have agreed to translate 
these sounds by those combinations of letters? Symbolism began with the 
first words uttered by the first man, as he named every living thing; or 
before them, in heaven, when God named the world into being. And we 
see, in these beginnings, precisely what Symbolism in literature really is: a 
form of expression, at the best but approximate, essentially but arbitrary, 
until it has obtained the force of a convention, for an unseen reality 
apprehended by the consciousness. It is sometimes permitted to us to hope 
that our convention is indeed the reflection rather than merely the sign of 
that unseen reality. We have done much if we have found a recognizable 
sign.
“A symbol,” says Comte Goblet d’Alviella, in his book on The 
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Migration of Symbols, “might be defined as a representation which does not 
aim at being a reproduction.” Originally, as he points out, used by the 
Greeks to denote “the two halves of the tablet they divided between 
themselves as a pledge of hospitality,” it came to be used of every sign, 
formula, or rite by which those initiated in any mystery made themselves 
secretly known to one another. Gradually the word extended its meaning, 
until it came to denote every conventional representation of idea by form, 
of the unseen by the visible. “In a symbol,” says Carlyle, “there is 
concealment and yet revelation: hence therefore, by Silence and by Speech 
acting together, comes a double significance.” And, in that fine chapter of 
Sartor Resartus, he goes further, vindicating for the word its full value: “In 
the Symbol proper, what we can call a Symbol, there is ever, more or less 
distinctly and directly, some embodiment and revelation of the Infinite; the 
Infinite is made to blend itself with the Finite, to stand visible, and as it 
were, attainable there.”
It is in such a sense as this that the word Symbolism has been used to 
describe a movement which, during the last generation, has profoundly 
influenced the course of French literature. All such words, used of anything 
so living, variable, and irresponsible as literature, are, as symbols 
themselves must so often be, mere compromises, mere indications. 
Symbolism, as seen in the writers of our day, would have no value if it were 
not seen also, under one disguise or anther, in every great imaginative 
writer. What distinguishes the Symbolism of our day from the Symbolism 
of the past is that it has now become conscious of itself, in a sense in which 
it was unconscious even in Gérard de Nerval, to whom I trace the particular 
origin of the literature which I call Symbolist. The forces which mould the 
thought of men change, or men’s resistance to them slackens; with the 
change of men’s thought comes a change of literature, alike in its inmost 
essence and in its outward form: after the world has starved its soul long 
enough in the contemplation and the re-arrangement of material things, 
comes the turn of the soul; and with it comes the literature of which I write 
in this volume, a literature in which the visible world is no longer a reality, 
and the unseen world would be no longer a dream.
The great epoch in French literature which preceeded this epoch was 
that of the offshoot of Romanticism which produced Baudelaire, Flaubert, 
the Goncourts, Taine, Zola, Leconte de Lisle. Taine was the philosopher 
both of what had gone before him and of what came immediately after; so 
that he seems to explain at once Flaubert and Zola. It was the age of 
Science, the age of material things; and words, with that facile elasticity 
which there is in them, did miracles in the exact representation of 
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everything that visibly existed, exactly as it existed. Even Baudelaire, in 
whom the spirit is always an uneasy guest at the orgie of life, had a certain 
theory of Realism which tortures many of his poems into strange, metallic 
shapes, and fills them with imitative odours, and disturbs them with a too 
deliberate rhetoric of the flesh. Flaubert, the one impeccable novelist who 
has ever lived, was resolute to be the novelist of a world in which art, 
formal art, was the only escape from the burden of reality, and in which the 
soul was of use mainly as the agent of fine literature. The Goncourts caught 
at Impressionism to render the fugitive aspects of a world which existed 
only as a thing of flat spaces, and angles, and coloured movement, in which 
sun and shadow were the artists; as moods, no less flitting, were the artists 
of the merely receptive consciousnesses of men and women. Zola has tried 
to build in brick and mortar inside the covers of a book; he is quite sure that 
the soul is a nervous fluid, which he is quite sure some man of science is 
about to catch for us, as a man of science has bottled the air, a pretty, blue 
liquid. Leconte de Lisle turned the world to stone, but saw, beyond the 
world, only a pause from misery in a Nirvana never subtilised to the 
Eastern ecstasy. And, with all these writers, form aimed above all things at 
being precise, at saying rather than suggesting, at saying what they had to 
say so completely that nothing remained over, which it might be the 
business of the reader to divine. And so they have expressed, finally, a 
certain aspect of the world; and some of them have carried style to a point 
beyond which the style that says, rather than suggests, cannot go. The 
whole of that movement comes to a splendid funeral in M. de Heredia’s 
sonnets, in which the literature of form says its last word, and dies.
Meanwhile, something which is vaguely called Decadence had come 
into being. That name, rarely used with any precise meaning, was usually 
either hurled as a reproach or hurled back as a defiance. It pleased some 
young men in various countries to call themselves Decadents, with all the 
thrill of unsatisfied virtue masquerading as uncomprehended vice. As a 
matter of fact, the term is in its place only when applied to style; to that 
ingenious deformation of the language, in Mallarmé for instance, which can 
be compared with what we are accustomed to call the Greek and Latin of 
the Decadence. No doubt perversity of form and perversity of matter are 
often found together, and, among the lesser men especially, experiment was 
carried far, not only in the direction of style. But a movement which in this 
sense might be called Decadent could but have been a straying aside from 
the main road of literature. Nothing, not even conventional virtue, is so 
provincial as conventional vice; and the desire to “bewilder the middle-
classes” is itself middle-class. The interlude, half a mock-interlude, of 
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Decadence, diverted the attention of the critics while something more 
serious was in preparation. That something more precious has crystallised, 
for the time, under the form of Symbolism, in which art returns to the one 
pathway, leading through beautiful things to the eternal beauty.
In most of the writers whom I have dealt with as summing up in 
themselves all that is best in Symbolism, it will be noticed that the form is 
very carefully elaborated, and seems to count for at least as much as in 
those writers of whose over-possession by form I have complained. Here, 
however, all this elaboration comes from a very different motive, and leads 
to other ends. There is such a thing as perfecting form that form may be 
annihilated. All the art of Verlaine is in bringing verse to a birds’ song, the 
art of Mallarmé in bringing verse to the song of an orchestra. In Villiers de 
l’Isle-Adam drama becomes an embodiment of spiritual forces, in 
Maeterlinck not even their embodiment, but the remote sound of their 
voices. It is all an attempt to spiritualise literature, to evade the old bondage 
of rhetoric, the old bondage of exteriority. Description is banished that 
beautiful things may be evoked, magically; the regular beat of verse is 
broken in order that words may fly, upon subtler wings. Mystery is no 
longer feared, as the great mystery in whose midst we are islanded was 
feared by those to whom that unknown sea was only a great void. We are 
coming closer to nature, as we seem to shrink from it with something of 
horror, disdaining to catalogue the trees of the forest. And as we brush aside 
the accidents of daily life, in which men and women imagine that they are 
alone touching reality, we come closer to humanity, to everything in 
humanity that may have begun before the world and may outlast it.
Here, then, in this revolt against exteriority, against rhetoric, against a 
materialistic tradition; in this endeavor to disengage the ultimate essence, 
the soul, of whatever exists and can be realised by the consciousness; in 
this dutiful waiting upon every symbol by which the soul of things can be 
made visible; literature, bowed down by so many burdens, may at last 
attain liberty, and its authentic speech. In attaining this liberty, it accepts a 
heavier burden; for in speaking to us so intimately, so solemnly, as only 
religion had hitherto spoken to us, it becomes itself a kind of religion, with 
all the duties and responsibilities of the sacred ritual.
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〈試　訳〉
































































































































































































































































































































































































（ 1 ） W．B．イェイツ　William Butler Yeats（1865−1939）アイルランドの詩人・
劇作家（1865−1939）。1889年に初めての詩集『アシーンの放浪とその他の詩
篇』The Wanderings of Oisin を世に問うて詩的出発を遂げたイェイツは，さ
らに90年代に入って二つの詩集，つまり1895年に『詩集』The Poems を，99












（ 2 ） 象徴主義者の文学思潮　本書のタイトルを指す。原題はThe Symbolist 














（ 4 ） アイルランドにおける文学運動　19世紀末から20世紀初頭にかけてアイルラ
ンド固有の文学を確立するために起した文芸復興運動を指す。1891年「アイ
ルランド文芸協会」（The Irish Literary Society）がロンドンに創設され，翌
年ダブリンに「アイルランド国民文芸協会」（The Irish National Society）が
設立された。原文の “Irish Literary Movement” は「思潮」というより，まさ
に「運動」そのものを指す。







Songs by the Way，97年に第二詩集『大地の呼吸，その他詩篇』The Earth 
Breath and Other Poems を出版。




























（ 9 ） その種の一派　シモンズはオランダのどの詩人たちを念頭に置いているか明ら
か に し て い な い が，「 頽 唐 派 の 文 学 思 潮 」‘The Decadent Movement in 
Literature’のなかでLouis Couperus（1863−1923）に言及している。因みに
「頽唐派の文学思潮」は1893年11月発行の『ハーパーズ・ニュー・マンスリ
ー・マガジン』誌Harper’s New Monthly Magazine に載せたもの。


















合は『善と悪の観念』The Ideas of Good and Evil（1903），特にそのなかの





の詩集を出している。第一詩集『昼と夜』Days and Nights が1889年に出版さ
れ，つづいて『シルエット』Silhouettes が1892年に出された。以降，『ロンド
ンの夜』London Nights（1895），『愛の犠牲』Amoris Victima（1897），『善と








（ 1 ） カーライル　Thomas Carlyle（1795−1881）スコットランドの批評家，歴史
家。エピグラフは『衣裳哲学』Sartor Resartus（1836），第3巻第3章「象徴」
の一節（Carlyle’s Complete Works Vol.1 ; Estes and Lauriat, Boston, 1885, 
p.,168）。ラテン語　“Sartor” とは “Tailor” のことを指し，英語のタイトルは 
“The Tailor Retailed”（仕立て直された仕立て屋）となる。また “Clothes 
Volume Edited”（編集された衣裳の書物）とも解されている。翌37年に刊行
された『フランス革命』The French Revolution は革命を為政者の無責任とし
て断罪し，エドマンド・バークに代表されるようにフランス革命が不当な暴挙
であることを伝えている。1834年には『過去と現在』Past and Present を世に
問うが，秩序ある中世と自由気儘な現在とを比較して科学主義の弊害と健全な
社会の発展を訴える。
（ 2 ） 最初の言葉　『創世記』第2章19−20節から。神が土で造ったすべての生き物
に向かって「最初の人間」（Adam）が初めて命名する場面が描かれている。
The Holy Bible とThe New English Bible には “Adam”，“the man” と記され
ていて「最初の人間」とは記述されていない。






（ 4 ） 揺るぎない慣習　言葉が共通した意味を帯びること。
（ 5 ） 単なる記号　シニフィアンとシニフィエが一致している言葉，一般的な言語体
系を指す。
（ 6 ） ゴブレ・ダルヴィエラ伯　Comte Goblet d’Alviella（1817−1901）ベルギー
の政治家・思想家。
（ 7 ） 『衣裳哲学』　副題は「トイフェルスドレック氏の生涯と意見」‘The Life and 
Opinions of Herr Teufelsdrochh’。この引用は先のエピグラフと同じ章 
から。p.,166
P. 55
（ 8 ） ある思潮　象徴主義を指す。




（10） 第三の何かを暗示したもの　原文では “mere implications” となっている。「第
三の何か」とは，二重性が潜勢的に孕むものにほかならない。したがって「中
間色を帯びたもの」と「第三の何か」とは重畳する。
（11） ジェラール・ド・ネルヴァル　Gérard de Nerval（1808−1855）フランスの
後期ロマン派の詩人，小説家，劇作家。象徴派の先駆的存在として位置づけら
れている。1826年，第一詩集『国民悲歌集，ナポレオンおよび戦うフランス』
Napoléon et la France Guerrière, Elegies Nationales を発表。ドイツ文学に魅
せられて『ファウスト』Faust 第一部の翻訳を27年に刊行するが，ゲーテに称
讃される。1842年末から一年ほどに亘って念願の東方諸国を旅したその印象
を綴った旅行記『東方の旅』Voyage en Orient を51年に発表する。それは旅
行記というよりも詩人の自我を探る内面的な巡礼の旅日記の体裁を採る。さら
に『 幻 視 者 た ち 』Les Illuminés（1852），『 ボ ヘ ミ ア の 小 さ な 城 』Petits 
Châteaux de Bohême（1853）を発表する。1854年には「シルヴィ」Sylvieな
ど七篇の短編小説を収めた『火の娘たち』Les Filles du Feu を上梓するが，巻
末に神秘的な12のソネ『幻想詩篇』Les Chimeres が付されている。そして遺













位置づけられる。詩作品としては1857年に『悪の華』Les Fleurs du Mal，




















ルとペキュシェ』Bouvard et Pécuche は引退した二人の書記の姿に人間の愚
かさと虚しさを描き出している。
（15） ゴンクール兄弟　the Goncourts :エドモンドEdmond de Goncourt（1822−
1896）とジュールJules de Goncourt（1830−1870）の兄弟。科学的資料に基
づ い て 写 実 主 義 の 小 説 を 目 指 し た 兄 弟 は『 ル ネ・ モ ー プ ラ ン 』Renée 

























小説集20巻を含む。その間ゾラは『実験小説論』Le Roman expérimental を














































（23） その魂は神経に触れて絶えず微動している流動体である　原文は “the soul is 














（25） エレディア　José-Maria de Heredia（1842−1905）ルコント・ド・リールに
師事したキューバ生れのフランス高踏派の詩人。1866年に刊行された第1次


























（28） 「デカダンス」というこの言葉　原文は “the term” とあるが，もちろん「デ
カダンス」を指す「言葉」である。
（29） 「デカダンス期のギリシャ語とラテン語」　原文は “the Greek and Latin of the 
Decadence” とある。
（30） それを超えた処にまで手を入れていった　原文では “experiment was carried 
far” の箇所を指す。「それ」とは “style” のことで，「処」とは具体的に示され
ていず “far” という語が記されているだけであるが，「それ」（＝文体）の対概
念と考えれば「処」とは〈内容〉を指す。直前の件り “perversity of form 
and perversity of matter” と対応していると考えれば，「形式」（形相）と「内
容」（質量）が「文体」と〈内容〉に呼応する。











































（32） 『中産階級を困惑させたい』　“bewilder the middle-classes” フローベールの言
葉。この「願望それ自体が中産階級的なのだ」と言っていることからして，そ
の台詞がいかに「偏狭的」であるかを露呈している。
（33） 「デカダンス」という名の幕間劇　“The interlude ( ,･･･, ) of Decadence”
P. 57











Galantes，翌年に『素晴らしき歌』La Bonne Chanson を出版する。＜せつな
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さ＞を歌う『言葉なき恋歌』Romances sans Paroles（1874）『リュテース』


































たエッセイ『音楽と文芸』La Musique et les Lettres（1895）を世に出す。ま
た1892年『我が身内，ヴィリエ・ド・リラダン』Les Miens : Villiers de l’Isle-
Adam を発表する。1868年頃に書き始めた『イジチュール』Igitur は未完に終
わる（1925年刊行）。1897年には宇宙における必然と偶然の窮極を描いた『骰
子一擲』Un Coup de dés を出版する。イギリスで初めてマラルメに言及した
のはエドムンド・ゴス（Edmund Gosse）の『係争中の諸問題』Questions at 
Issue（1893）においてである。
（37） 交響楽　原文は “the song of an orchestra” とあるが，マラルメは「詩の危
機」のなかで「交響楽」を書物のなかに移しかえるべきことを唱えている。

























（40） 在るか無きかの繊細な翼　原文は “subtler wings” となっている。「翼」とは
「文体」の謂いである。はっきりと明示しない朧げな言葉のこと。




（42） 人間の存在性　原文は “humanity” 科学からも俗世からも距離を保ちながら，
現実が疑いもなく確かなものだと信じ込んでいる判断を留保することによって
原初的状態に立ち戻ること，それによって顕現する人間の本来性を意味する。
